development and their intended audiences. Some heavily contextual pieces are directed at those with little prior knowledge of the area. Others anticipate readers well-grounded in this period of theatrical history and offer little in the way of contextual information. The collection's narrative does not consistently meet the editorial vision laid out in the introduction (and cited above) and its intended readership is unclear. Instead, the collection reads as a series of journal articles (many i n t e re s t i n g a n d v a l u a b l e ) o r a thematically-connected published conference proceedings, rather than a sustained, cohesive intervention. Gilli Bush-Bailey's Performing Herself: Autobiography and Fanny Kelly's Dramatic Recollections offers a new and distinctive approach to the discipline of theatre history. Less expansive in its remit than Cockin's book, the study draws together critical approaches from historiography, studies of autobiography and gender studies to offer a contextual introduction and "performance biography" of the actress, writer and theatre manager Fanny Kelly. These proceed an edited script for Kelly's (never-before published) onewoman show, Dramatic Recollections. This rigorous study, grounded in extensive archival research, contributes to the ongoing renegotiations of melodrama as "an innovative and serious business in the nineteenth century" (24), the theatre industry as a professional world for significantly more women than have been previously thought and, by extension, the "entrenched inequalities of our contemporary entertainment industry" (3). Its theoretical reflections will be of interest to scholars from diverse backgrounds and there is a good amount of new biographical material, as well as the reprint of the script, which will provide useful material for performers and critics alike. The real significance of this book, however, lies in its engagement with new ways of working in theatre history. That is not to say that the paths it chooses to forge are always successful. At times, the study becomes overly-entrenched in its frameworks: the self-reflexivity demanded by critical approaches to autobiography and feminist historiographical practices overwhelms the narrative. Some of the parallels drawn between Kelly's comic characters and modern television sketch shows also prompt questions about the cultural specificity of humour and in particular its relationship to humour in the past and to representations of historical women that are not resolved. Nevertheless the presence of these ideas and the challenges they offer the reader supply a stimulating and demanding read. Through the personality of Fanny Kelly, BushBailey's study confronts us with questions about theatre, social and gender histories and how we can -and should -be aware of ways of doing them differently, whilst pointedly reminding us of the inequalities of the entertainment industry today. Early modern England was characterized by two worrying commercial practices: frippery -or the selling of second-hand clothing -and the frivolities of the playhouse. Their histories were intertwined. Philip Henslowe operated as both a theatre manager and a fripper, selling his stock of second-hand clothing to his own theatre. Indeed, it is rumoured that Hamlet may have been written to make the most of Henslowe's addition of a particularly fine black cloak to the theatre's wardrobe.
The notion that the supply of costumes to the theatre might be known as "frippery" seems apt -costume is often overlooked or diminished as a minor aspect of the theatrical spectacle. Robert Lublin's book seeks to rectify this neglect by pointing to the complex ways in which costume played a major role in the communication of identity and social values. Beginning from the deceptively simple premise that "costumes mattered to the early modern English theatrical enterprise" (7), Lublin details the uses of clothing on the Shakespearean stage. The book is divided thematically by identity, gender, social station, race and nationality, and religion. The book ends with Lublin bringing these strands together in a detailed account of Middleton's A Game at Chess. He examines these matters by employing a rich textual analysis of the plays of the period (by Shakespeare and his contemporaries) for their treatment of clothing and objects.
Lublin's main thesis is that costume functions to reiterate and reinforce social norms. Costume, he argues, works, along with the structures of dramatic narrative, to enable momentary glimpses of resistance, but ultimately shores up the status quo. Here, Lublin offers a balance to the emphasis of New Historicists (such as Stephen Greenblatt, Stephen Orgel and Peter Stallybrass) on potential sites of resistance, social transformation and radical possibility in Renaissance culture. In contrast to their interest in a diverse range of cultural practices, Lublin maintains a focus on the dramatic texts as his central form of evidence. He argues for a conservative view of the theatre's politics while, up to a point, placing the plays within their social contexts and histories: a strategy achieved to best effect in the chapter on religion. However, in doing so, Lublin erases aspects of the work of costume on the stage that are of interest to theatre scholars.
Lublin remains largely invested in the idea of costume as illustrative of character, embroiled in the theatrical illusion and functioning to support the fictional narrative. However, the rel-ationship between the fiction and the spectacle was not necessarily founded on realist principles in the early modern period. In maintaining a focus on the dramatic text, we lose a sense of how costumes -often second-hand cast-offs from aristocratsmight have had an autonomous function in creating spectacle and visual pleasure on the stage, or indeed in giving audiences visual access to the world of the upper-classes. While Lublin dismisses the potential ambiguities of servant-actors performing in the clothing of the upperclasses in a period when social status was being anxiously policed through clothing, there is evidence to suggest that actors wore their costumes outside of the theatres. This was the cause of consternation amongst Puritan protestors at the very least. In reducing the role of costume to the representation of character and identity, Lublin limits the playful indeterminacies of clothing worn on the "wrong" bodies in a commercial public space.
However, Lublin's detailed focus on the plays reaps many other rewards. He demonstrates the often complex and nuanced ways in which costume functioned as a readable text for the audience, often pre-determining the ways in which characters (and actors) could be read in advance of their stage appearance. Demonstrating the subtleties of how clothing could be gendered or rendered nationally specific, and how this is manifested in the reading of the plays, is fascinating and will work as a rich resource for students and scholars alike. Written in an accessible and engaging manner, Lublin is convincing in his belief that frippery is worthy of serious consideration in Shakespeare's theatre. Aoife Monks forming the thousands of files preserved in these archives contain a unique record of the changing rationale behind the censorship system, as well as preserving the textual remnants of the performances that it suppressed and shaped through editorial intervention. Nicholson's impressively detailed analysis of these sources is an outstanding scholarly endeavour. Meticulous yet eminently readable, the collection offers a nuanced and detailed study of the system, without any trace of the aggressive polemic which was still evident in publication in this field at the beginning of the twenty-first century. This volume documents the Lord Chamberlain's gradual loss of control towards his final years as censor and provides detailed examination of the public scandals and private tussles over the theatrical representation of sexuality, religion and politics during the 1950s. It focuses upon the censor's shifting position towards the staged portrayal and discussion of homosexuality, and describes his struggles with theatre makers and managers who were actively seeking to subvert and circumvent his authority, as well as revealing that the Lord Chamberlain was frustrated by the government's uninterest in reforms to the system. Nicholson's exhaustive research also demonstrates that significant decisions about the theatrical exploration (or exploitation) of subjects such as sexual behaviour, divinity, and contemporary politics were not alwaysor even often -taken in response to wellknown plays. Though many well-known theatres, plays, playwrights and managers appear in the pages of this volume -including Joan Littlewood and Theatre Workshop, John Osborne and the Royal Court, Samuel Beckett and
